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ABSTRACT
This study considers recent rese rch in human

development and behavior, synthesizes commonalities across the

research sources, and draws implications for art education in the

classroom from kindergarten through grade 12. The research findings

in cognitive development of Jean Piaget and Jerome Bruner are

examined, together with other sources concerned with perceptual
development and the stages through which the growing child

progresses. The aspects of creativity, including originality,

fluency, and flexibilit Y, are discussed, as well as aesthetic

development and children's responses to visual stimuli and their

drawing development from making simple marks on paper for the

enjoyment of movement to the understanding of asymmetry and
perspective. The implications of these stages for the art education

curriculum are explored at various grade levels, and recommendations

are made for appropriate strategies, with abundant stimuli provided

for the beginning grades, effective aesthetic training beginning in

the fourth grader and emphasis on relevant, in-depth studies in the

seventh and eighth grades, together with the development of attitudes

and values. Finally, a model lesson for finvr painting in the second

grade is examined to illustrate the use of bKvioral objectives in

the art curriculum. (M88)
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oiling, and particularly thoseAnyone in t

know how vitally

siasms and exci

Well, motivating

by Edith Curtice

of us in art education

important motivation is. To appeal to a

his Imagination is to capture aad hold

childfs entnu-

his interest .

a child is one thing, and motivating adults quite anot-

her. Still ma were hoping the principle would hold true which explains

the title.

Interest in reading an article with a title like this seems to indi-

cate an interest in either sex or art education. Not that one necessarily

negates the other--but we are assuming that your interest is art education.

The purpose of this study is to consider recent research in human

development and behavior, to synthesize commonalities across the research

sources and draw implications for art education in the classroom from

Kindergarten through Grade 12.

This dims not mean that this is a complete or only answer to curricu-

lum development. It is an attempt to assess components of child behavior

to serve as the basis for a curriculum in any given subject area. 14

questioned what implications this developmental research had for our fie d

of art education. How indeed does this research apply to a practical

classroom situation?
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Research findings in cognitive development, or how a child thinks,

are essential tc an adequabely sound art education program. Two men who

h ve made significant contributions to this area of study are the Swiss

psychologist Jean Piaget and Harvard's Jerome Bruner. Piaget's individual

se studies were for some time considered of little value until the r

sults of Brunerts group studies confirmed similar stages of development in

children's thinking. Both men identified similar stages, giving them dif-

ferent names, however che divisions are in roughly the same places and the

generalizations within are rematkably similar. A certain amount of over-

lapping of stages is inevitable and should be expected. We would like to

draw a few 'leralizations common to both men's work.

Bon. Piaget and Brune, characterize children from birth to t o years

pending to the world pred minantly through their senses.

Obviously we can let the patents handle this beginning stage.

During the second stage, the child is able to represent the world to

himself by an image or spatial schema that is relatively independent of

action, This volves the coordinatio and internalization of perceptual

actions that have been on a concrete objectan ob,,ect that really eciste

and one that the child knows. His-concentration on the surface qualities

of his environment and conservation of these nroperti s through imagery

seems to constitute a stage of growth that bridges the gap between the

enactive stage and the nguage.saturated phase of later Childhood:,

begins to see mc

other in space.

The third and last stage

re than one object at a tine and can

He

elate one to the

of development is the first time the child

is able to deal with abs.Jract and philosophical considerations.

symbolization period

concepts

4

of development including design concept appreci-

the ability toHis intellectual activity is based upol ''



operate on hypothetical propositions rather than being constrained to what

he has experienced or what is placed directly in front of him.

Both men tell us that the child we work with during the school years

comes to Us with a fairly coordinated mental image of the world, one that

is non-flexible. He is self-centered and can cope only with the immediate.

As the child matures physically and mentally so does his verbal and graphic

language. Ho becomes dependent on a schematic interpretation and represent-

ation of his world. Mith an increase in visual awareness, he becomes con-

fused in di criminating between what he knows and what he sees.

Some, but not all children eventually pass to the stage where they

can think philosophically and abstractly. For the most part, then, in the

elementary school we are dealing with that student who responds best to

that which is Immediate or concrete. In the junior high school we find

students who are fluctuating between the concrete stage and the formal

stage. One day they may operate one way, the next day the other, depend

ing on a multitude of variables such as the problem itself, the studentls

readiness for handling the problem, his emotional makeup, and other psycho-

logical and sociological factors. In the high s hool, then, we find our-

selves dealing with three types of students: one still responding to the

concrete, one dealing with abstraction and symbolism, and one still fluc-

tuating between the two.

Perceptual development deals with the process of information handling.

lye chosen three sources that present some common ideas as well as their

own specific areas of emphas1s

we begin with Frostig hecaP-se she is concerne with the young ciliAd.

She found that the child develops

his speaking skills from two to four and his perceptu - skill om four



to seven. Since the child is in school from age five to seven, the develop-

ment of these perceptual skills becomes of primary Importance in the class-

rom.

She describes the five general areas of perception that need to be

emphasized as 1. coordination of vision with bodily movements which is

usually accomplished through the physi al education program 2. seeing an

object in rel tion to its background 3 seeing an obj t as possessing dif-

ferent colors sizes and shapes due to the position of the object

light and shade cast on the object and the distance of the object from the

observer 4, .
ing the relationship of an object to the observer and

5 seeing the position of two objects in relation to each other

as to the obEerv

According to Frostig, these four areas of perceptual development are

best presented through art experiences and she emphasizes the importance

of working with them in the four critical years of perceptual dev lopmentj

from ages four to seven,

Witkinis studies have yielded information for. determining thc. direc-

tion that growth in perception takes. His theory is that the young child

is field-dependent, dependent on visual cues, or what he sees. As he

matures, he becomes more fiel indapendent. Nbile a ill using visual cues

in a more efficient way, he nov responds through all his senses: touch,

smell, hearing, in additior oo bodily cues which were not used at all in

the field-dependent stage. There is also a movement from global to an-

alytic percep4-ion, witn the young child perceiving globally, in terns of

-wholes, and the yating adolescent beginning to perceive analytically or

terms of omplexity.

This idea is extended to a certain degree wi.thArnheim's finding



who indicaues that growth la student perception is characterized by the

development of the ability to handle more complex informations He recog

nizes something innate in a child's visual perception and contends that

there is everything to be gained by helping the child develop his percep-

tual skills, The child's actual seeing process is not that much different

from that n adult. He does, however, rely on a visual basis rathe

than a conceptual basis for expression, and lacks the technical skill

developed by the adult. Arnheim proposes that we see in wholes most of

the time noting only as much detail as is necessary, or as our learning

d experience have pr pared us to see.

He further indicates that the young child perceives globally, homo-

geneously ordering what he sees. As he becomes more and more aware of

outside etimuli, he begins to differentiate between global perception and

individual ca es. At this time a pictorial counterpart is inv nted for

what is seen. Uncertainty of intuitive perceptual judgements causes the

child to make the move from homogeneous visual ordering to that of coordi-

nated ordering, arranging what is seen in order of importance.

By the time the student reaches fifth or sixth grade, he is moving

in the direction of seeing things true to the optical. He sees the com

plexity of forms. The whole is conceived es one complex. becomes in-

volved in a hierarchical ordering of vieual stimuli, exhibits a more con-

trolled playing with the elements of design aed on the whole can be des

eribed as reaching a rather abstract realm of handling visual information.

Again it must be stressed that all children

street $ of thinking at the same time. Many will still need cone

stimuli to aid them in informa ion handling .

udiee conducted by Paul Mussen in the



cive us needed information on muscular activity. His research tells us

that the very young child or infant has little or no control ever his

motor activity. Ho grsps, squirms, pulls twists and kicks. During

the first two years of his life a rapid amont of growth takes place

especially in the upper parts of his body.

From two to sim years of age growth becomes more gradu 1 with mus

cle growth accounting for 75/, of the gain in weight of the five and six

year old. This increase in s rength becomes important in selecting art

activities that will be challenging to children at this level.

Between the ages of six to ten growth accounts mainly for a lengthen

of the limbs. This lengthening combined with maturation, practice,

and learning see s to improve motor coordination. Increase in muscle

growth gives the child the strength and motivation to pursue all kinds

of challenging skills, Environmental and cultural factors seem to in-

fluence the direction taken for further manipulative development. For

instance, boys are encouraged to attempt challenges involving the use of

strength and large bodily movements while girls are encouraged to niirsue

skills involving very controlled finger dexterity snch as sewing or knit-

ting.

After eleven .m,,,ars of age there is a growth spurt d with puberty

cam s a rapid increase in glandular change. The physique indirectly ef-

fects the development of personality characteristics attitudes and emo-

tions. The emoaons often fluctuate from hour uo hour and day to dqr.

The happy-go-lucky child of Monday is often the sad dejected child of

Tuesday. Good motor skills are developed at this time, however

consciousne

coordination.

elf-

of the adolescent period has a threct effect on overs.il

-1-.4/ping over chairs, Spilling cont iners of liquid and ;



knocking things over become everyday occurrences. As students draw el

to full physiological maturity, an accompanying increase in sex drive can

cause sore major adjustment problems, a statement any hi h school teacher

can surely attest to. The students social Torld broadens. He can main-

tail friendships and acquaintances, and in so doing develop and broaden

leis attitudes, customs and value By tems.

When we refer to aspects of creativIty We usually mean originality,

fluency and flexibilityand rather than talking about teaching ...reativi

uhat we usually mean is providing opoortunities for cr ative growth. Much

research has oeen done in the field of creativity, and for our purpose

'we have chosen Torrancefr work to serve as our guide. Torrance found that

at the primary level children need creative motivation by teachers and

pond to such motivation much more than do children in the intermediate

grades. In the first three grades originality seems to be much greater

under unevaluated conditions. In all grades other than fourth and fifth

creative responses seem highest in competitive situations. Torrance found

that fourth graders tend to show a slump in creative behavior, yet are

usually very flexible and very original when not being evaluated. They

have little originality under competition. Their creative delineation

is much more complex than at an earlier age, due to their increase in

perceptual awareness. In grades five and six it was found that students

respond more favorably to creative peer evaluation than to critical peer

evaluation. In fifth grade the group evaluation:is net really c

to the creative tasks and usually depends on the task being done.

Although seventh graders are less inclined toward creatiVe behavior,

tical

by eighth grade creativity is enhanced by using all the

than just the visual sense.



a t and y 1-e use of symbol-is: Nf'9.r the end of the high school period

there seems to be a slight slump or leveling ff of creative development.

This slump appears to be due to an inc-feased need for pccr approval, iden-

tification with peers of the same sex and conformity to peer norms. 1

cording to Torrance, evidence suggests the possibility of revivin creat-

ivity at any age with proper conditions. The problem, he states, xs that

many who have not had creative training have lost the urge for creative

expression as well as developing a stability in their responses to the

outside world.

Aesthetic development is currently receiving much attention, however

almos;-; no research has been done Yielding specific information regarding

this development.

Wetve used Irvin Child's work as our limited source of research in-

formation. Child discovered that when children were asked to respond to

visual stimuli by making judgments they way they thought artists would

make the judgments, as well as to respond with personal preferences

kindergarteners' responses in judgment as compared to preference were

about equal. In other words, they thought the experts would respond in

judgment the same as they would respond in their own like or dislikes.

General1y speaking, in all grades there waF systematic disagreement

with the experts, though by high sch ol the responses were a bit improved

due to the variable of chance.

Child found fourth grade .or 10 nine the :lowest 1

aesthetic training. This is very important to us

plies .that this fourth grade is-the first'time we can effectively begin

aesthetic training in our programs Grades 1 6 could s e little dif-

ence between their own pro rerence agreement With experts, while

el for effective

this finding im-
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the upper L;ra es 6 - 12 could ma e some distinction between personal

likin-f and making an aesthetic judgment.

By seventh grade there seems to be a rise in student agrearnt with

expert judgment. This rise continues till grade 12, especially with the

girls, and according to Child, is due to the students' incrase in inde-

pendence as well as their increase in tolerance of complexity. A ml.-

ficant fact for art teachers is that Child did discover that with training

all grades from 5 on showed substantial shifts toward agree ent with ex-

perts.

Drawing development has been widely studied. YeFeels research indi-

cates only a very general concept of art growth as a seri s of develop-

mental stages can be used. Past experience, environment, and many other

variables do not follow an age pattern. Harris and Lark-Horowitz have

found through their studies that there are 3 rather general and overlap-

ping yet significant stages of drawing development that a child passes

through. Lowenfeld ;:ound more stages but for simplification sake biz

findings will be incorporated in more general terms.

The first stage consists of making marks on paper for the simple

enjoyment of kinesthetic movement. Lomenfeld calls this the scribbling

stage. These originate random markings, then de lop into circular

movements which lead to floating scribbles indicating a rotagy sense of

space Forther development exhibits vertical and horizontal markings,

standing ma.rkings primal cross 'walking or zigzag markings, Pr,

dicating some orientation in space. Harris believes that SOrtle fundamental

figure-ground relationships operate in perception coincidentally

earliest patterning of these motor activities Lark-Horowitz identifies

some characteristics of this development. In indication of transparency



is relatively rare in the child under 5 years of age. During his age

the sane shape is frequently used to __ridicate more ehan one object. The

naming of the objects usual after the drawing. There is no con-

ception of proportion or composition., Although the child might verbally

indicate some relationship to space or depth, it is not evident in the

scribbles. He doesn't even notice the relationship of light to dark. He

uses color for the sake of using color, preferring milti-coloredness

4 or ore colors. His drawirgs are fall of movement, indicating much

moto tion.

During the schematic or reproduction stage, the child attempts to

depict reality as he sees it. As the child matures conceptually so does

his drawing. Motor behavior guides the production of the preschooler

after entering school, the child's drawing reflects cognitive skills.

He draws only partially rhat he sees, influenced more by the concrete

features of objects and his memory than by ab tract properties. Culture

directs the kind of realism the child attempts in so far as an effort is

made to reproduce nature or to make Use of cultural symbol- in the art-

work.

Asthechilduatursso do the characteristics of his art work.

Transparency occurs frequently as a tendency to show as much as possible

an object whether the parts are actually visible or not. There is an

Increase in the development of a graphic vocabulary as a means to an end

,roportion is incorrect. The child ignores ob-

servations and eacperiences he feels incapable of handling and substitutes

them with ideas and feelings. Composition r mains unorganized in the

lower elementary grades with objects scattered-as separate entities.

Later they, are put in single ,or multiple "stand lima achieving a sort

rather than as a goal.



of spatial order. The child responds to a central theme, arranging the

details in relation to the whole. There a stri ing for clarity in an

attempt to fit his representations into a grid as a means of clarification.

Spatially, the chi.::(51 begins to grasp certain rela ionships about con-

crete things. Piaget calls is the concept of topological space. Spec-

ifically, this means he's gaining an understanding of proximity, how close

objects are to each other: that each object is different from others or

separated that objects can appear in a kind of succession or order, that

things can be seen as surrounded by something else which is enclosur

and that something such as a line can be seen as a conuinuous o going

entity, or as having continuity. Some difficulties with conjunctions of

dissimilar lines, circles and angles) and proportion and perspective stIll

occur. The child usually omits any indication of light and shade. First

choices of color are based on their being pretty, the favorite eas

available, or unusual. At about 6 years of age, color begins to be used

to represent the actual color of an object. It relates to really. Al-

though drawings appear to be -Ulf, movement is suggested through the bend-

ing of limbs.

Gradually he moves from a linear ordering of objects to the concrete

operations stage. His reliance shifts from this topological emphasis to

the use of Euclidean spatial relationships. Some children begin to coor-

dinate perspective becoming more efficient at analyzing their world in

a visual manner, while others still cling to the less efficient global

er of perception.

Tfte major conrn for the child during the illusionary or true-

appearance stage is the use of graphic elements to produce aesthetical

paeasing effects as mell as to communicate come ptually to others. Tli
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is a decrease in graphic vocabulary ane an increase in correct prop() tion.

Wherever proportion has not been completely mastered, details are ignored

or elossed over. There is a concern for the arrangement or layaat of

the work. Before 12 years of age arrangement is very symmetrical. After

12 years attempts at asymme ry are made. Overlappieg is used as a means

of clarity and perspective becomes quite good. There is yrvIY.tt,-

and understaerling el' light and shade. Yovement is seldom indicated by

suggestion. Instead, the child attempts to realistically capture the

fleeting movement or appearance of th

This stage is characterized by a variation of the true local color.

There is more discrimination in the choice of colors as well as more

modification of hues and values. A gradual restriction of colors fnem

2 or 3 sometimes develops to a monochromatic choice. Contrary tee the

vivid color preferences of the younger child, the older one prefers more

subdued colors.

Although the child goes through 3 main stages of drawing development,

the school years during which we work with him find hien primarily in the

second or schematic stage with fewer than half of the 15 year olds ever

getting to the third stage. Their art experiences therefore must be con-

crete, meaningful, and interesting. Interest preferences are indicated

in the art products. The rural child, for example usuany shows a

greater preference for landscape. He shows an admiration for the natural

environment and links it to his oem meaningful human asseciations.

The implications for art education that be drawn +.11P re-

search are many and can be made quite specific to meet the needs of a.

given school system For our purposes-a few-very general impli ations

that could,be applie to-almost any school 'situation will be given._



In the primarY and middle grades, the child ts understandins^ of learn-

.ng experiences take place r.iost of the time in the regal r classroom. It

is important to enable .uhe child to more easily make this transition from

the classroom learning environment to that of the art boom. It might help

if 1,, provided something concrete and important to the child for him to

identify ::ith such as a speci l place to work, his own display area or

some specific objectives stating what he,s supposed to be doing. Because

of his increase in awareness of outside stimuli, the art room must also

provide rn abundance of stimuli as well as the opportunity to explore it.

As the students increase in social awareness opp rtunity for group

work is needed: small g oups large groups, whole class proje ts. The

opportunity to work alone and sometimes away from the involvement of

other classmates becomes very important due to the fluctuating emotions

of the child evident especially during adol nse. Nith their problem

solving abilitXes increasing, a variety of stimuli from which the student

can personally choose, can provide opportanity for each individual to

become quite involved in his own personal interest

Our second area of implications is that of projects. As the child

begins uo interpret his world in concrete symbols meaningfUl projects

need to be based on that with which he is familiar and considers of value.

Drawing, painting, and modeling will probably be of interest to him. His

work is usually imitative and reproductive rather than imaginative. Al-

though he is intensely in ted n.the real, obncrete objeC,,... he

usually does not look directly at them while he draws, therefors hls draw-

ings almoSt always be simplified versions. With the child know-

ing a great deal at this stage and confusing this with what he

many proje ts dealing with visual awareness become important.

ees.

13



The fourth grade child, for exannle, is beginning to be able to see

objects from a single point of view, ther fore he ought bo be -,iven prac-

tice in this kind of seeing. He mirht, for example, be asked to observe

and draw simole 3-dimensional objects as they are moved from side to side.

Ways of helping him to portray space such as overlapping and workincr with

planned color changes could be introduced4 Dealing with differentiating

colors contours, tex ures, and shapes also aid in developing his visual

awaveness.

He is concerned with his self and his immedi',.. e physical environmen

two areas that can be extended through many types of projects. Finding

natural or n-made objects for obsevation of details, classifying the

details, discussing the findings, and making related drawings, are just

examples.

DeginninE pork in aesthetics could also be started hero, since this

is the lowest level for effective aesthetic training. In fact, discussion

of oneis own and others, art iorks in terms of similarities and differen es

in the usage of the elements of design becomes very Important.

As the child progresses to seventh and eighth grade, we find students

who are shifting Lito, or are well into the forma, operations period. In

order to meet the _eeds of the students, two dlfferent approaches to

oje ts must be taken. We have just discu sed some possibilities for

those still dealing T4th the concrete. To avoid making ,the students uncom-

fortable with the two approaches betng taken, both must be clothed with

as much of a feeling of relevancy and currency as can be devised. 4.1

students are concerned vith the here and rmmr rather than the yatenaNT sà

projec ts naàt be relevant to the art cI now. In depth studies rather

than dabbling with U21portant things sa , r soirie students.
_

.
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schoolCommunicat'nL con optually and lealistically throw7h advertis:Lng

functions, making posters and films, constructing ezNlhitectu al solutions,

delving into esramics, jewelry, or printmaking are just some of the

possibilities that might be of interest.

The two different approaches to projects needed at the junior high

level are still necess gy at the high school level, although there is

usually a larger group of students ready for full involvement in formal

operations. Suitable projects must be evolved for those still clinging

to concrete operations, such as mentioned bs4ore with challenging cond.,

itions being provid d to assist them in moving on to the later stage of

formal operations.

Projects for those in this later stage should emphasize art and its

place in our world odaycalling attention to today-Is problems and devis-

ing possible soautions. These students are concerned rith thought and

find such projects as city planning and the making of pajn ings and draw-

ings with social content very stimulating.

Our third area includes that of media. The gain in physical strength

and motor coordination lends itself to working with materials on a larger

scale as mall as working with materials necessitating this physical

strength such as large paintings, wood working, murals, ceramics weaving

and printmaking. As the ability to differenUate between the whole and

the parts progresse

used by attempting

through practice,

dimensio

tore analytical approach.to found objects can be

e detailed drawings. Motor coordination develops

o art aotivit es should provide a wide variety of 2 and

terials for the student to explore as well as to gain

ome proficiency with the tools and processes used such as hasimering,

mug, painting, sewing, cutting and tearing*
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student's intellectual and motor development allow him to ap-

proach media on a more in dapth level. The ability to think more ab-

strectly allows for more transfer from concrete to abstract experienc

for e)Eample, from realistic drawings of an object to abstract interpret-

ations of the same object in black and white, in color, or perhaps 3-D

prottIons of the object.

Working in depth with materials he's familiar with as well az those

he may find of interest including jewelry, photography, textiles, film

making or ceramics become valuable when the student can pick an area of

his own for further exploration.

Our last area of implications deals with that of developing atti-

tudes and values. This is of great importance to us today...especially

with the current emphasis on bringing about a more humane school environ-

ment. Bruner suggests that we increase the inherent interest of the

materials taught, giving the student a sense of discovery, translating

what me say into thought forms appropriate to the child. What this amounts

to is developing in the child an interest in what he is learning and with

it an appropriate set of attitudes and values about ihtelleetual activities

in general."

Mien the child enters school, the art teacher's first job is to de

mine his level of attitude development toward art and then proceed from

that point. Presenting much conc meaningful experience from the

child's erwironident will help those in the concrete operations stage to

become more aware of various stimuli Bespondir to this awareness through

successful esx h media and evaluation discussions could Increase

,Openness t6 just receiving art information as well as a willingness-to re-

spond to these art-experiences. The teacher's attitude and interest is so

1.6
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ortant here not only because of wh ' she says, but how she says it,

and the expiession on her face at the time. Somehow a lukearm response

to a childTs enthusiastic creation and a greater concern for : 'lled

paint will never convey to Johnny that his work really has apy value.

The child's ability to think abstractly indicates a readiness for

exploration of attitudes and values on a more objective and philosophical

basis. Because adolescents identify so easily with models, it is impor-

tant to pre.,ent them with a variety of models they can identify with, in

terms of becoming aware of the place of the artist in his world. This

variety should probably span the range from so called far-out arty types

to the more conservative scholarly types. It is during this later stage

that value commitments in regards to art as a whole, artists and art prod-

ucts are being made. The development of this value system is quite coll.

plex moving in the direction of internalization or to the point of ale

values becoming a part of the character of the individual. This obvious],Y

is a level not all persons ever reach.

These implications for classroom use have been stated in very general

terms, yet they serve as the link between research and art cur iculum.

This seems to be the point wiere semantics enter the picture and argu-

ments begin. We can probably safely assume that the over-whelming major-

jAy of informed educators are familiar with the term behavioral objectiv v.

To some they conjur visions of a technblogical giant ready to sallow

digest them hrough sake computerized process,

to be regurgitated the image of some

the system as to a new Messiah, capable of total absolveiuent of the

nation s educational ills. Obviously extremes exist. One fact however

does remain: behavioral objectives do offer one concrete means of



evaluating change in student behavior and as ec1ucatos that is one of our

primary concerns. Substantiati g behavioral change serves other purposes

also. As Dr. Jack Davis states in his recent article, in Issues in Art

Educ ion, "Ths position and status of art in the total school program

may depend upon the ability to offer concrete evidence of change in stud-

ent behavior." This can be doubly important for a discipline such as ours

which traditionally has had to fight for its very existence in public

school curriculum Probably the most familiar name in pro behavioral

objective literature is that of Robert Mager, who indicates that an in-

structor might not have to do much else if he would provide each learner

with a copy of specific course objectl es. Specificity is of prime Import-

ance to Mager. He asks: Are the objectives meaningful for the students?

Do they communicate exactly what is expected? Can the learner be sure of

what his teacher expects as terminal behavior, under wha4 conditions and

to what degree of success?

Unless this specificity requirement is met, Mager p orposes, there will

be students who are in doubt as to what the teacher expects and teachers

who will be ovaluating what has not been taught, leading to extreme frustr-

ation for both.

Robert Armstrong has developed a structure of variables including the

affective and psycho-motor domains, which appear to provide a more complete

system or guide for analyzing behavior than that of the cognitive alone.

Within the structure, the cognitive domain,

intellectual processes

mphasizing student mental ahd

includes the variables ef knowledge omprehension

application analysis synthesis, and evaluation. The. affective domain,

re nebulous, but equally if not mere important ilma the cognitive, in-

udes behaviors which primarily enhasize attitudes, emotions, and values



and are reflected in the interests appreciations and djustme ts of

students Affective variables are those of receiving, resp nding, valuing,

organizations and characterization. 0bviou1y these are appreciably less

easy to observe and evaluate. Psychomotor behaviors emphasize neuromuscular

or physical skills which involve diffe ing degrees of physical dexterity.

Variables in this area include frequency, energy Lmd duration.

These are two fairly well known approaches to the area of behavior -

*ectives. There must be lite ally doze. ns of other authors who have their

oun method and model for classroom aoplication. The final model we have

chosen to use in applying to an art lesson is one developed by H. H. lia.shan.

This model is concise and understandable and most importaat for those of

us in art education, offers an optional criterion level for evaluation.

The art teacher who wonders in vain how to determine whether or not "90%

of his students have reached 90% mastery" in a particular area of expression

will find the open-ended minimal level model of great help. Evaluation

step E-1 asks for a description of the desired performance, activity,

behavior or instrumentation assuming completion, but not necessarily an

expected success level or criterion. This we feel can be immensely useful

in dealing with variables in the affective domain.

All this specificity and verbage about objectives is seen by many to

be a deterrent to the very freedom and spontaneity us associate with child

art. It should be stated here that child art is many more things than

freedom and spontaneity, It should be no less free by-being a discipline.

It uld be no less spontaneous by being a. learning experience.

Let ts begin our art lesson with the Mckshan model descr bed earlier.

ge tve chosen a second grade class and a lesson in finger painting. Refer-

o our research ard looking at develo mental charactoristics at the



Mal

second grade level, me find that there are certain thi14gs of which we

should be aware before considering any lesson. The typical second grader

is in the concrete representational stage of development; he perceives

his world globally, and is in need of activities which will aid in the

development of his large and small motor coordination. He reacts to

his environment through all his senses, needs and is much more responsive

to motivation than he will be the next year in school, and his originality

thrives under unevaluated conditions. The objectives for the art lesson

are written as indicated in the McAshan model.

As the basic objective statement for the lesson, we find that ws

wish "to increase the manipulative skills of second graders through finger

painting." That sounds quite explicit--but to make sure there is no

misunderstanding, we will complete the next section, which is a check on

whether we have really communicated the goal. a. Eha is the learner?

- second grade stuaants b. Ehat is the program variable? . manipulative

skills in using finger paint. c. What are the implied behavioral do-

mains? Surely the cognitive, as the child listens and thinks aboui;

demonstrations on wetting paper and choosing amounts and colors of paint.

Of course, the psychomotor, as he experiments with different amauall

fist-ual, and manual ways of creating pattern and design with his color.

And What about the pure affective slippery joy of squeeziag and squishing

all that color between his Angora

How, now, shall me evaluate his work? hall we. Or shall it be

o-evaluation? We know from aur velopmental research data that his

tive endeavors can be squelched by too much evaluation at this age.

By oking at step E-1, we find that the step is primer

evaluation rather than judgmental.

a descriptive



Has bhe child performed the activity desired, not how weir Is his

behavior the one called for Ln the basic statement--that of doing a fin

ger painting, not a chalk drawing. Has he used the asked for method of

dipping hands into paint and manipulating it upon the surface of a paper,

not by using a paint brush or ball of clay.

An optional statement might be: has he shown attempts to use his

hand in a variety of ways to achieve varied patterns, on the side,

knuckles, sever i fingers at once or fist.

If we can describe him as havina 2at19_122.424 and not given a value

judgment as to whether he has used our favorite color, spilled two jars

of water or covered half the room with paint, that will suffice. At

this level and indeed, by adding more specific optional statements, for

any level in art the criterion of "90% achieve 90% mast should not

apply.

Written obj ctives do not eliminate the motivational aspects of

teaching--the turn-on, mind blowing stimulation that is so important to

a successful lesson. This aspect cannot be rigidly stated or stractured,

as the teacher must be con.tantly aware of the reactions of individual

class members and be flexible enough to cope with them. Thus the objec-

tives can remain constant but the teaching approach ma,y differ according

to differences in class nakeup.

The behavioral objective system may not be the answer to a31 o

educational problems, but whether we name it differently, apply it t tally

or amend it partially, t deserves our consideration.

Hopefully this attempt to bridge the abyss between relevant develop-

mental research anTa creative-art teaching situation will offer you some

basis for helping deVelop curricula for your own classes that .you might

not have considered 'before.


